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Sketchbook of Freeuno 



Dominus, Ser ge Birau lt 
and Li BiaoT plus more! 



Prepare yourself for battle as Jon McCoy shows us how 
to paint this fearsome brute in our T ribal ^^arriors series 

Designing Your Own Worlds ^ 

David Smit shows us how to turn an idea into a fascinating project using 
his imaginary hippie world as an example. c* 1 



Matte Paintind 

Piotrek Swigut continues to develop his epic scene by showing us how 
to add believable lighting to a matte painting. 













Editorial 

If I am honest I think the 
August issue was one 
of my favorite issues of 
2DArtist magazine in 
my year and a half at 
SDTotal, so this month’s 
issue has got a lot to live 
up to. Fortunately for all 
of us our freelance artists 
haven’t let us down and 
have yet again provided a 
jaw-dropping collection of 
stunning tutorials. 



To get the ball rolling this month I am going to talk about this issue’s 
interview. The main reason for starting by talking about this is because 
this is hands-down the most fun interview I’ve ever done. How do you 
interview someone who has been interviewed hundreds of times and 
has been asked every question under the sun? Well, you ask strange 
questions and get strange answers. Weta artist and Dr.Grordbort’s 
creator Greg Broadmore will have you splitting your sides as he tells 
us about his love for dinosaurs, and some of the work he has done on 
some of the best films of the last few years. 
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What’s in this month’s issue? 

- Gres Broadmore 

^ Illustrator and Concept Artist 






SketcMiook 

i The sketchbook of Freeuno 

HieGakery 

1 0 of the best 2D artworks 

PalnlhSTrliiai warriors 

Viking by Jon McCoy 

Des^nh^ Your Own World 

Ideas and hippies by David Smit and Nadia Karroue 

HaltePaiidiiiS 

Lighting by Piotrek Swigut 

SWMi Oiaracler Portrayal 

Elderly Man by Richard Tilbury 

“Ike Trials olDevodon” 

Project overview by Noah Bradley 

“Nlzarl” 

Digital Art Masters: Volume 5 - Free Chapter 

AhoiriUs 

3DTotal.com Ltd information and contacts 




We will move from an out-of-the-ord inary interview to a sketchbook that 
could be described in a similar way. The artist known only as Freeuno 
has shared some of his sketches for this month’s sketchbook. He has a 
unique way of sketching as he basically starts with no idea of what he is 
going to draw, which throws up some interesting results. 
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This month’s cover image comes courtesy of the fantastic artist Jon 
McCoy. Our Tribal Warriors series has been great and this installment 
is no exception. Jon does a great job of telling us how to use well- 
documented information to create designs, as well as showing us how 
to bring those designs to life in our illustrations. 

Richard Tilbury continues our character portrayal series this month by 
talking us through painting the characteristics of an elderly man. Rich 
works just across the room from me and we are all very familiar with 
how he looks, which made us all laugh when we saw Rich’s image as it 
looks remarkably like himself! 

Matte painting is a real skill and Piotrek Swigut has been doing a great 
job of explaining it for us. In his latest installment he will be talking us 
through making the lighting in our scene consistent. 



We finished our outstanding Pin-Up series last month so I am sure you are 
all wondering what gem of a series we have lined up for you this month. 
Many of you will be familiar with David Smit, who has done some great 
work for us in the past. You may even be familiar with his amazing set 
of illustrations based on the Hippie-Pippie-Pocalypse. In this new series 
David will be talking about how to design and create your own worlds, 
using his great imaginary world as an example. 

This month’s Making Of covers the handiwork of Noah Bradley, who talks 
us through how he painted his fantastic image “The Trials of Devotion”. 
This month’s gallery is also full of stunning work by the likes of loan 
Dumitrescu, Serge Birault and Jaime Martinez. 
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Get the most out of your 



36total.com 



Magazine! 



If you’re having problems viewing the double-page spreads that we 
feature in this magazine, follow this handy little guide on how to set 
up your PDF reader! 



Prepareyourself for battle as Jon McCoy sho^s us how 
to paint this fearsome brute in our Tribal Warriors series 

Designing Your Own Worlds ' ^ v 

David Smit shows us how to turn an idea into a fascinating project using 
his imaginary hippie world as an example. 5. J ' 



Character Portrayal ^ 

In the third chapter of our brilliant Character Portrayal series, Richard 
Tilbury covers now to paint an Elderly Man. v "'n 



rGr^oadmore jregBroaOm^ 



Matte Painting 

PiotrekSwigut continues to develop his epic scene by showing us how 
to add believable lighting to a matte painting. 



Setdi^ up your PDf rrader 



For optimum viewing of the magazine it is recommended that you have 
the latest Acrobat Reader installed. i 



You can download it for free here: DOWNLOAD! 



To view the many double-page spreads featured in 2DArtist magazine, 
you can set the reader to display ‘two-up’, which will show double- 
page spreads as one large landscape image: 



1. Open the magazine in Reader; 



making sure that 





Contninidng Artists 

Every month many artists from around the world contribute to SDCreative 
and 2DArtist magazines. Here you can find out a bit more about them! 
If you would like to be a part of SDCreative or 2DArtist magazine, please 

contact: simon@3dtotal.com 




Noali 

Bradley 

Noah Bradley is an environment 
concept artist and illustrator. He 
only recently graduated from art 
school, but is already making a 
name for himself in the industry. His clients include 
Wizards of the Coast, FFG, and AEG. His work was 
accepted into Expose and Spectrum this year. 




http://www.noahbradley.com/ 

noahbradley@gmail.com 




Plotrek 

swidui 



Piotrek Swigut is a concept 
artist and matte painter from 
Poland specializing in work 
for film and video games. 
Soon after graduating he was spotted by Blizzard 
Entertainment where had the opportunity to create 
cinematics for World of Warcraft, Starcraft and 
Diablo. He recently left Blizzard to work on the new 
Conan the Barbarian (2011) movie. 

http://www.swigut.com/ 

pswigut@gmail.com 




Richard 

nibniy 




Richard Tilbury has had a 
passion for drawing since being 
a couple of feet tall. He studied 
Fine Art and was eventually led 
into the realm of computers several years ago. His 
brushes have been dissolving in white spirit since 
the late nineties and his graphics tablet has become 
their successor. Richard still sketches regularly and 
now balances his time between 2D and 3D, although 
drawing will always be closest to his heart. 
http://www.richardtilburyart.com 
rich@3dtotal.com 



Freeuno 

Freeuno likes to draw almost 
automatically without thinking 
about it too much. When the 
work is finished he looks back 
at his work looking for meaning. 
He doesn’t like monotony, which is why he spends 
some days digital painting, but also tries different 
techniques such as graffiti. 




http://www.freeuno.blogspot.com/ 

twocapsworks@hotmail.com 





David 

smii 

When not traveling or working 
overseas, David resides in 
Amsterdam, freelancing in 
concept art, illustration and art 
direction jobs. It’s only when he sleeps that he’s not 
busy! He is always on the search for great projects, 
opportunities, stories, good music, and a nice cold 
beer. 




http://www.davidsmit.com/ 

david@davidsmit.com 
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RUSH 





NEXT CHAPTER 



www.Pixologic.com 

Join our online artist 
community at 

www.ZBrushCentral.com 





Pixqlogic 

makers of ZBrush 



Image Courtesy of Nicolas Gariihe "God of Writing 
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Hi Greg. I have done quite a few interviews in 
the past, but i think this is the one i’ve been 
most nervous about. You toid me recentiy 
that you’ve been interviewed quite a few 
times so it wouid be good if i couid come 
up with some questions that were “out of 
the ordinary” so here is my first attempt. 

You have worked on some of the biggest 
biockbusters of the iast 10 years and have 
estabiished the fantastic Dr. Grordbort 
Raygun coiiection. With that in mind, why do 
you think they make scented toiiet roii? 

That is a fantastic question and it seems an 
enigma on the surface. The answer however 
is actually very simple - idiots buy it. It is a 
borderline ridiculous idea. You’re going to wipe 
the paper on your butt (the stinkiest part of your 
anatomy). This paper will come into contact 
with the smelliest, grossest thing your body can 



www.2dartistiTiag.com 



produce, and yet, some people think a lightly 
scented paper balances this out. Mental! 

I notice that you worked on King Kong, 
which i thought was visuaiiy outstanding. 
How much impact do you think it wouid have 



had on the overaii design of the fiim if King 
Kong was a giant woodiouse? Oh, and did 
you meet Jack Biack? 

Oh, very little impact on the design of the film. I 
think we did actually design a giant woodlouse 
at one point, but no-one had the brilliant idea of 














interview^ 



making it the leading role. It would have given 
the whole Ann Darrow/King Kong relationship a 
new spin for sure. 

And yes, I did meet Jack Black - he totally 
walked by my desk and totally said “Hi”. It was 
quite the moment. 

I think that the woodlouse is a somewhat 
neglected creature throughout games and 
movies. If you were to turn a woodlouse into 



the lead in a movie, what kind of movie do 
you think it would be and how would you 
tackle the lead character design? 

If I had to work on a movie where the lead 
character was a woodlouse, I would tackle the 
challenge by turning to that trusted and age-old 
tool utilized by creative people all over the world: 
drugs. Lots of them, as often as possible. What 
sort of movie would it be? I have no clue as I 
haven’t seen the screenplay, but I hope it’s not 
porn. 



I would guess from looking at your work that 
like me you are a dinosaur fan! If you could 
be any dinosaur which one would it be? And 
it can’t be anything obvious like a T-Rex 
or Velociraptor. I would be a Gallimimus 
because I like saying it. 

I can’t be a Tyrannosaurus? Oh that’s 
mean. I assume that I would be cheating 
to say Albertasaurus then? And you’d be a 
Gallimimus? A Gallimimus? That’s just weird, 
my friend. Hm... Triceratops was my childhood 
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favorite... Troodon would be the clever one I 
guess, and I do live under the illusion that I am 
quite clever... This is hard! I’ll have to get back 
to you. 



I knew you were a dinosaur fan! I will ask 
you the same question as I would ask any 
appreciator of prehistoric reptiles. In the 
scene at the end of Jurassic Park there is a 
fight between two Velociraptor’s and a T-Rex 
and it is implied that the T-Rex kicks butt! 



© Greg Broadmore 
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Who do you think would have won if it was 
five Velociraptors verses a T-Rex? 

Well this is a very serious question indeed and I 
will need to don my nerd hat to contemplate it. 

Firstly, we should all know by now that the 
Velociraptors in Jurassic Par/c were nothing 
like real Velociraptors; the real ones are about 
the size of a small dog. So, assuming five 
dog-sized Velociraptors were starved and/ 
or brain damaged enough to want to fight an 
adult T-Rex, we can pretty safely assume, even 
given the current sway towards the thinking that 
the T-Rex was a scavenger , that those five 
mesozoic liztards got their cloaca’s handed to 
them (nerd hat off again for a minute). 

You have mastered the art of steampunk 
design, which I would guess gave birth to 
the amazing Raygun collection. If you could 
create a raygun or a machine to perform 
any mundane task what would that task be? 



You can’t say that it would be replying to 
interview questions. 

Well, I find basic grooming and hygiene very 
boring, so I would very much like a steampunk 
automaton (you know the sort - brass, covered 
in rivets and with as many useless cogs stuck 



all over it as possible) to scrub, scour and shave 
me from top to bottom each day. Not the face 
obviously - that looks mint already. 

“I want designs to make 
sense and tr^r all the 
bits oi my bram that go 
‘coooool’” 

Sounds like a worthwhile invention, however 
I am not sure that you need to shave your 
entire body every day! When designing 
your gadgets and gizmos do you consider 
functionality or head straight down the “what 
looks cool route”? 

What the fudge? Is this a real design question?! 

I am getting mighty indignant now and am 
doing a fair bit of huffing, a small measure of 
puffing and I even did a small harrumph to cap 
it off. Ok, why not. Function or form eh? The 
age old design question. Both is the answer 
and the honest truth. I want designs to make 
sense and trigger all the bits of my brain that go 
“coooool”. The best real world designs do this. A 
Supermarine Spitfire is ostensibly the same as 
many other WW2 fighter aircrafts, but it makes 
me smile over the others with its combination of 
power, performance and sleek shapes. Film or 
game design works best for me when it tries to 
do the same. 
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Ok, this is a iittie bit of a serious question 
too. i have a theory that pretty much every 
artist (particuiariy digitai ones) were exposed 
to some form of media at a young age 
that had a iasting impact on them, is there 
anything that stands out to you as being 
particuiariy infiuentiai? 

That is not a little serious, that is very serious (to 



a nerd like me at least). What media influenced 
me? That’s easy - video games. I grew up with 
them and can only just remember life before 
them. I remember very clearly how astounded 
and elated I was when I first saw them. As a kid 
I used to go to this holiday camp out on the East 
Cape of New Zealand and one year I went there 
were some mechanical games in a parlour at 



the front. Basically a traditional looking upright 
arcade machine, but everything was rolling 
paper backdrops, back lit, with cardboard jets 
on wires. The joystick mechanically moved the 
jet and a loud clacker sounded the explosions. 
I loved it. The next year I came back, and they 
had Pong and Breakout (a few years after 
games had taken off in the US and Japan). 
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Broadmore 

For more information please visit: 
http://gregbroadmore.blogspot.com/ 
www.DrGrordborts.com 
Or contact him at: 
greg_broadmore@hotmail.com 
Interview by: Simon Morse 



It blew my mind. I knew I was witnessing the 
future and had a total geek breakdown and 
could think of nothing else for years. 

I know you can’t tell me anything about it, 
but have you done any work on The Hobbit? 

Just a tiny bit. I am full-time on Dr. Grordbort’s 
and doing my next book right now. I actually try 
and stay away from film work these days. I loved 
it, and may do it again if the right project comes 
along, but I feel like I’ve done my dash with 
other people’s projects for now. 



I can honestly say that I am one of the few 
lucky people that really enjoys his Job. I get 
the impression from you that may fit into this 
category as well. What are your top three 
favorite things about being a concept artist? 
Good on you, me too! We are privileged, that is 
for sure. The three best things about being paid 
to draw robots and monsters are: 



- 1 get to watch and learn from others who 
approach design in ways I would never 
guess 

- 1 get to interact and learn from some of the 
world’s great storytellers 
- 1 get paid to draw robots and monsters 



It has been nothing short of a pleasure 
speaking to you. Thanks for letting me ask 
some interesting questions, and for letting 
me quiz you on pivotal subjects such as loo 
roll, dinosaurs and woodlice. 






© Greg Broadmore 
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onomGnc^ 

UJORKSHOP 



LEVEL UP YOUR DID! 

TRAIN WITH KiLLhK AK I lb I b 




3D CHARACTER DESIGN SERIES 

WITH SCOTT PATTON 

In this two volume series, Scott Patton shows the processes he uses to 
create a 3D character for feature films. The first volume explores 
Patton's fast and efficient method for concept sculpting, skipping the 
2D sketch phase all together and designing the character entirely 
within ZBrush®. He covers everything from blocking out the forms 
and fleshing out the muscles, to adding props, detailing with alphas 
and posing the character. The second volume covers methods for 
creating a final color rendering using ZBrush and Photoshop®. Patton 
shows how he squeezes the most from ZBrush's powerful renderer to 
create both a wide and close-up shot of the character. He then shares 
creative Photoshop tips and tricks to quickly get to a finished piece of 
concept art from the ZBrush renders, covering topics such as adding 
and refining skin texture, hair, eyes, shadows and scars. Patton also 
discusses how to create backgrounds that enhance the character and 
overall composition. 



AU Tutorials Are Now Available 
As DVDs, Digital Downloads, 

And Part of The Online Training Subscription 

www.thegnomonworkshop.com 



All rights reserved. Vue, Carbon Scatter, Ozone and LumenRT are trademarks of e-on software, Inc. E-on software and the e-on software logo are trademarks or registered trademarks of e-on software, Inc. All other trademarks or registered trademarks are the property of their owners and a 
Information in this document is subject to change without notice. Items displayed on this document are not necessarily supplied with the package. *At this point, we cannot guarantee that all such tenderers will work. ATrial version of Carbon Scatter will be released very shortly. 
We recommend that you wait until this trial version is released to verify compatibility, prior to placing your order. Carbon Scatter for Lightwave and Softimage is under consideration. 




The Most Powerful Population Pluc 

Now Available for Maya, Cinema4D and 3ds Max 



Works with mental ray and V-Ray for 3ds Max and Maya 
Works with the native renderer and renderers compatible with Cinema4D instances' 
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www.CarbonScatter.com 



Technologies for 3D Sky, Light & Nature 



beyond inspiration 



Carbon Scatter 



LumenRT 






























“Sometimes I enjoy creamy 
impossible characters, with a touch oi 
humor, hm my Iriends say that they 
are a bh distnrbii^, as il they come 
irom a n^tmare” 



CF FREEUHO 

This month’s sketchbook artist goes by the name of Freeuno. I have 
heard it said many times before that an artist’s sketchbook reveals 
what IS going on in his mind. If this is the case Freeuno’s mind must 
be a fascinating and quirky place. 
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SKETCHBOOK OF 
FREEUNO 

My wife Beatriz is one of the people that move 
me to create art. Loneliness, sadness, fear 
or anger also inspire me, but she does it in a 
positive way that makes me look forward with 
hope (Fig.01 - 04). 
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One of my other sources of inspiration is 
very petite. Her height is less than that of 
an average human, closer to that of an 
elf. Although she is only two years old she 
makes me smile every day and gives me the 
inspiration I need. Her name is Carmen and I 
have the luck to be her father (Fig.05 - 07). 
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When I found out that I was going to 
be a father I drew this image (Fig.08). 
When doing this type of drawing I don’t 
plan in advance; I just let myself draw 
automatically. I don’t think about it; I only 
draw and later analyze the drawing. It is 
the most honest way to be creative and 
express my thoughts. 





Music is an element that I cannot do 
without, in the creative process or 
any other time of day. That is why 
music often presents itself in 
some way in my creations. 

I like listening to jazz and 
transfer the improvisation and 
freedom to the paper 
(Fig.13-17). 
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I spend a lot of my day 
wondering why we are in this 
world, thinking about the 
distant universe and the stuff 
of which we are composed. 
Love, good, evil, destiny - 1 
like the mystical things that 
come with being a human 
(Fig.18-20). 
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This is a portrait of my cousin (Fig.21). I likdTp^ 
portray people around me on calm days. I like 
to see their impatient faces as they wait for the 
image to be finished. There is a lot of charm 
that can be captured in a natural moment. 
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Sometimes I enjoy creating impossible characters, 
with a touch of humor, but my friends say that 
they are a bit disturbing, as if they come from a 
nightmare (Fig.22 - 23). 





Apart from digital art I also enjoy writing. 

This is a drawing I did when thinking about a 
story that I had begun based on the classic 
story of The Wizard ofOz (Fig.24). 



FREEUNO 

For more information please visit: 
http://www.freeuno.blogspot.com/ 
Or contact him at: 
twocapsworks@hotmail.com 
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A SMALL SELECTION OF VFS ANIAAATION & VISUAL EFFECTS ALUAANI CREDITS INCLUDE 2012 Zeke Norton 
Previsualization Supervisor | Jamie Bowers, Texture Artist | Christine Peterson, Digital Compositor | Anuj Patil, Senior Technical 
Director Alice in Wonderland Ken Kaiser, Animator | Veronica Marino, Compositor | Phan Wiantrakoon, Animator | John 
Iskandar, Visual Effects Artist | Jacob Curtis Miller, Digital Artist | Geeta Basantani, Digital Matte Painter | Andrew Lawson, 
Character Animator Assassin's Creed: Brotherhood Zack Mathew, Animator | Wilson Mui, Team Lead Animation 
Avatar Michael Cozens, Lead Animator | Tamir Diab, Technical Director | Patrick Kalyn, Animator | Chrystia Siolkowsky, 
Motion Editor | Ben Sanders, Animator | Alfredo Luzardo, Layout Technical Director | Aaron Gilman, Character Animator 
Jami Gigot, Texture Artist Bioshock 2 Jacob Palmer, Animator Bob's Burgers Tammy Dubinsky, Animator | Nathan 
Keane, Animation Effects | Jake Biberdorf, Animation Supervisor Cars 2 Stephen King, Animator | Sherrie Law, Digital 
Painter I Bill Watral, Effects Artist Cowboys & Aliens Jessica Alcorn, Compositor | Will McCrate, Lighting TD The Dark 
Knight Gia Sadhwani, Digital Effects Artist | Freddy Chavez, DMR Compositor | Pietro Ponti, Lead CG Lighting Artist 
Dead Rising 2 Fredrick Fasse, Animator Dead Space 2 Wayne Gonsalves, Environment Art Lead Despicable 
AAe Justine Codron, Lighter District 9 Neill Blomkamp, Director/Co-)^®L 1 Shawn Walsh, Visual Effects Executive 









I Richard Sur, Lighting Technical 
^inter | Jelmer Boskma, Modeler 
ge II Nathan Zufelt, Senior 
imel Shamoun, Compositor 
CGI Supervisor Futurama 
^ Halo: Reach David Helsby, 
Inds Brad Rau, Animator Harry 
Icter and the Deathly Hallows 
■^ioeline Developer | Kevin 



"ual Effoi 



Producer | Samson Wong, Matchmove Artist | Robert Bourgeai^ 

Director | Paul Copeland, Visual Effects Artist | Julianna Kolakis!^ 

James Stewart, Creature Supervisor | Derek Stevenson, Mat 
Cinematic Animator Family Guy Michael Loya, Storyboa^ 

Anthony Di Ninno, Animator Fringe Bob White, Visual F 
Claudia Keene, Prop Designer Gears of War 2 Scott 
Animator | Matthew Turner, 3D Artist | Rajeev Nattam, 3D 
Potter and the Deathly Hallows Part 1 Henry South, 

Part 2 Henry South, CG Modeler | Joshua Herrig, Lead Lightil 
Mah, Effects Technical Director | Mike Rhone, Effects Technic^ 

Director | Sara Hillmarsdottir, Matchmove Artist How to Train YouT 
Texture Artist | Fredrik Nilsson, Animator The Illusionist Yann Tremblay, Senior 
Stephen King, Animator | Simeon Bassett, CG Sequence Supervisor | Nicholas Markel^ 

Digital Artist | Joshua Herrig, Lead Lighting Artist/Look Dev Artist | Ben Sanders, Anima* 
the Hill Michael Loya, Director LA IMoire Upinder Dhaliwal, Motion Capture Data Editor/' 

Guardians: The Owls of Ga'Hoole Tim Rowlandson, Animator AAars IMeeds AAo 
Modeller | Kirk Chantraine, Motion Capture Technical Director | Joel Pennington, Motion Ca[j 
AAass Effect 2 Kolby Jukes, Principal Artist | Brian Sum, Concept Artist | Bartek Kujbida, Senior Cinemati' 

AAegamind Rani Naamani, Animator/Character Lead AAodIMation Racers Eric Cabas, Senior Environment 
Artist AAonsters vs. Aliens Jiyoung Lee, Texture Artist IMight at the AAuseum: Battle of the 
Smithsonian Nicholas Augello, Technical Animator | Adam Yaniv, Animation Supervisor | Zeke Norton, 

Previsualization Supervisor | RexAhn, Pre-Visualization Lead | Joshua Herrig, Lead Lighter | Ben Sanders, 

Supervising Animator | Ai Saimoto, Lighting Lead Percy Jackson & The Olympians: The 
Lightning Thief Dave Mah, Animator | Ryan Urn, Concept D Creature Artist | Richard Sur, Lighting 
TD I Julien Stuart-Smith, Look Development | Jeffrey Burt, Lead Layout Artist The Princess and 
the Frog Claudia Keene, Key Assistant Animator Rango Cedric Lo, Lead Animator | Scott Jones, 

Creature Lead | Kieran Tether, Digital Artist Red Dead Redemption Josh Lange, Senior Animator 
Rio Graham Silva, Character Animator Rise of the Planet of the Apes Cesar Rodriguez Bautista, 

Digital Paint Artist | Carolyn Wong, Creature Technical Director | Richard Sur, Lighting Technical 
Director | Chad Moffit, Animator | Chrystia Siolkowsky, Motion Editor | Michael Cozens, Senior 
Animator | Kristin Sedore, Lighting TD | Abdullah Ecirli, Digital Compositor Rock Band 3 Mike Krentz, 

Artist Scott Pilgrim vs. the World Joel Meire, Animator Shrek Forever After Javier Solsona, 

Character Technical Director | Tom Piedmont, Rotoscoper Smurfs Jeff Struthers, Character Animator 
Michael Dharney, Senior Animator | Michael Lewicki, Animator SpongeBob SquarePants Andrew 
Overtoom, Animation Director Star Trek Teh-wei Yeh, Digital Artist | Nicholas Markel, Previsualization 
Supervisor | Kieran Tether, Digital Artist | Aruna Inversin, Digital Compositor Star Wars: The Clone Wars 
Kahjeng Cheong, Cloth Simulation Artist | Jim Hatibarua, Animator | Ivy Ho, Lighting Technical Director | Cedric 
Lo, Animation Supervisor | Brandon Chien-Chia Huang, Animator Starcraft II: Wings of Liberty Alvaro Buendia, 

Cinematic Artist Sucker Punch Ben Dishart, Senior Surfacing Artist | Jeff Tetzlaff , Model/Texture Lead | Tuba Yalcin, 
Effects Technical Director | Jeffrey Burt, Lead Layout Artist | Ferda Guray Ayaokur, Track/Matchmove Artist Tangled 
Lino DiSalvo, Supervising Animator | Jessica Chan, Animator | John Wong, Animator | Serguei Kalentchouk, Character TD 
The Twilight Saga: Eclipse Shawn Walsh, Visual Effects Executive Producer | Brian Harder, Creature Rigger | Veronica 
Marino, Matte Painter/ Compositor | Robert Bourgeault, Lighting Lead | Oh Ben-Shabat, Compositor | Jacob Curtis Miller, 



Lighting Artist | Derek Stevenson, Matchmove Lead Thor Daphne De Jesus, Roto/Paint Artist | Anna Tonrungroj, Roto/Paint 



3D ANIMATION O VISUAL EFFECTS | CLASSICAL ANIMATION | DIGITAL CHARACTER ANIMATION 

Vancouver Film School, vfs.com/animationvfx 



Artist I Eric Petey, Animation and Rigging Lead | Rex Fang, Animator | Kristin Sedore, Senior Lighter Toy Story 3 Daniel Holland, 
Sets Artist | Tristan Ikuta, Simulation £r Effects Artist | Bill Watral, Additional Simulation D Effects Artist Transformers: Dark 
of the AAoon Serguei Kalentchouk, Rigging Lead | Jooyong Lee, Roto/Paint Artist TROIM: Legacy Craig Calvert, CG Supervisor 
Brenda Li, Roto/Paint Artist | Jose Julian Karam Lopez, Digital Compositor | Christopher Ahrens, Lighting Artist | Alberto Landeros, 
Digital Compositor True Grit Tom Piedmont, Roto/Paint Artist Uncharted 2: Among Thieves Mike Yosh, Lead 
Animator Up Bill Watral, Visual Effects Artist WALL-E Daniel Holland, Production Artist | Bill Watral, Effects Artist Mark 
Shirra, Layout Artist Warhammer 40,000: Dawn of War II Nathan Hocken, Lead Animator | Ian Camming, Senior 
Artist I Claire Roberts, Artist | Christine Hubbard, Artist | Allan Dilks, Artist Watchmen Shawn Walsh, Visual Effects 
Supervisor | Lon Molnar, Visual Effects Supervisor | Sean Lewkiw, Technical Head of 3D | Ty Duperron, Modeler | Pearl 
Hsu, 3D Artist | Matthias Lowry, Digital Compositor Zombieland Mike Rhone, Visual Effects Artist TO NAAAE A FEW 
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Bring Your Character Animation School Home 
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Nope, you're pari of the roH-up-your-sleeves-and-dive-intn-it mindset. 

We have a lot in common. 

• Around fiere, you'll learn face- to-face from top ani mators iiVorUng 
in the indusliy. 

• VchjII join a thriving gkiba I com munity of students, a lumni, 
mentors and ifidusiry professional i. 

• Ai>d youll enjoy personal a nd ^cadetnit ^oadilng, career services 
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So 90 ahead/ BE A DRAMA QUEEN right here at Animation Mentor* 
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This month we feature 

Eduardo Sa Carneiro 
Markus Lovadina 
Steve Jung 
Peter Braeley 
Jaime Martinez 
Gia Nguyen Hoang 
Bradley Wright 
Li Biao 
Serge Birault 
Dominus 








Peter Braeley 

http://peterbraeley.blogspot.com 

pbraeley@gmail.com 

(Above) 



Bradley Wright 

http://bradleywright.wordpress.com/ 

bwconcept@hotmail.co.uk 

(Below) 
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Gia Nguyen Hoang 

http://gunsbins.daportfolio.com/ 

gia.nguyenhoang@gmail.com 
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Showdown 

loan Dumitrescu 

http://www.ioandunnitrescu.conn/ 

jononespo@yahoo.com 
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Markus Lovadina 



http://malosart.blogspot.conn/ 

malo74@gmx.de 






SynthEyes 2011 



Match-moving, 

Set Reconstruction, 
and Stabilization 




with amazing 

new 



Custom 



M Create Texture 



Non-blocking Q 

M Blocked by Garbage Splines 



Plane02 



•Alpha Control 



M Cast Shadows 
d Catch Shadows 
M Back Faces 
M Invert Normals 
Opacity 



(Whole) 



Pers pective 

Navibileuse Pan Look 



Pan 2D Zoom Scrub Lock 



Mesh Texturing: 



M Create T exture 



Texture Panel 



Mode 



Place Lasso Trackers Lasso Vertices Lasso Entire M 



See the tutorial at http://www.youtube.com/SynthEyesHQ 

Pro 64-bit version only $599 for Windows and Mac OS X, 
full-featured entry-level 32-bit version an incredible value at $399 



Typical Applications 

■ Fixing Shaky Shots 

■ Virtual Set Extensions 

■ Animated Character Insertion 

■ Product Placement 
in Post-Production 

■ Face & Body Motion Capture 

■ Talking Animals 



What Our Users Say About SynthEyes 201 1 

“I've been faffing about with the texture extraction 
tool and it's brilliant!” 

“Has to be seen to be believed!” 

‘You've got a great product at an incredible price.” 

“Texture extraction in Syntheyes 201 1 is awesome. 
It works so well it must be magic.” 

“I love the tracker radar! 

It's useful AND it looks cool.” 



Andersson Technologies LLC 

ssontechjcom 




Seventh year in the market, serving artists in over 70 countries 







Ready for adventure 



Luxology 
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In this eBook series our artists 
will be teaching us how to use 
information about tribes from the 
past and present to design new 
characters. The artists involved 

r 

will gather references about their 
chosen tribal warrior and then 
translate this information into a 
dynamic character illustration. 

^ Character design is huge in both the 
game and movie industries and this 
eBook is a great guide as to how to 
design a character from a brief. 



Chapter 1 Irjune issue 066 



Chapter 2 1 July issue 067 



Chapter 3 1 August issue 068 



Chapter 4 1 This issue 



- Chapters 
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Paindn^TribaTwarilors 




Chapter 04: Viking 




Ompter 04: viui^ 

Software Used: Photoshop 

For this tutorial I was set the task of creating a 
concept illustration based on a Viking. I started 
by conning up with some keywords for myself. 
This helped me settle on the aesthetic style of 
the painting, along with the lighting and mood. 

I wanted the Viking to be very powerful and set 
against a foreboding and grim scenario. This 
helped me find a pose and expression that 
worked. I used references at every step and 
listened to music that reflected the feeling I was 
aiming for. I hope you find this tutorial useful! 

Biockh^andSUbonelte 

With this image I knew I wanted something that 
had a strong silhouette, and that the silhouette 
should be as “Viking” as possible. Viking 
horns were an obvious way to do this. Once 
I’d blocked in a rough shape, I started thinking 
about the other elements I would need to 
develop the blobby scribble, such as indicating 
the arms and weapons. I blocked in using a 
standard Hard Round brush with Pressure 
Sensitivity turned on (Fig.01). I then used the 
same brush as my eraser to cut out the shapes I 
wanted (Fig. 02). 

ConlextnaiDes^ 

When I had the Viking design down as I wanted 
it I started thinking about what he was actually 
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Pain^g'T^al-\lfarrion 




Atmospherics and Dtniaiidcs 

Once I was happy with what the image was 
doing and saying, I started thinking about how 
I could increase the drama. I didn’t want to get 
into the lighting of the scene yet, so I played 
around with losing edges and adding smoke and 
cloud effects to increase a sense of depth and 
motion (Fig.04). 




cloud effects to increase a sense of depth and lines crossed at the exact same point, the background was pure white, it could only go 

motion (Fig.04). composition would distract and annoy the eye. A darker. Using the Multiply layer mode has a nice 

good principle to study is “Informal Composition” layering effect that builds the darks very well. 

I did this by creating some custom brushes by Loomis (Fig.06). I used large soft airbrushes and cloud custom 

sampled from clouds and using them along with brushes, focusing on establishing a lighting 

erasers. Another thing to play around with is the A good exercise for practicing your composition gradient more than anything else. Then I erased 



lines crossed at the exact same point, the 
composition would distract and annoy the eye. A 
good principle to study is “Informal Composition” 
by Loomis (Fig.06). 



flow value, which will slowly build up the stroke is to take three circles. Order them in a neat 

and give your brushes a different look (Fig. 05). and boring way in a frame. Then create a set 



out the areas on my characters where it had 
gone too dark. This was how I established the 



(omposmon Principles 

One thing that I was aware of at this stage was 
that the composition was looking very “side 
on”. I knew I had to create a strong graphic 
pattern with my characters to keep the image 
interesting. Negative shapes and composition 
design lines helped me find interesting abstract 
shapes, such as the negative shapes around 
the axe and hands. I tried to make sure no 
more than two of the composition lines ever 
crossed over at a perfect “X”. You can see in 
the example the small triangle made by the 
sword hand, axe and arm/leg line. If all the 




of “mini-compositions”, with the most dynamic 
combination of the three circles that you can 

(Flg.07). 

Vsli^Nuldplylordie 

Backgromid 

I intentionally left the background white in 
the beginning for two reasons. I wanted to 
stay focused on the characters as much as 
possible for the blocking in and I knew I could 
use Multiply to make it work later down the 
line. So once I was happy compositionally and 
contextually with the image I created a Multiply 
layer at the top of the layer stack. Since the 




mood and general lighting of the image (Fig. 08). 

Fig.09 illustrates exactly what I did for the 
Viking image. I painted the base painting and 
then painted in a Multiply layer above it. Finally 
I deleted the parts of that layer that were in the 
highlighted areas. 

Overlay, Color Balance and 
Hardiigid 

Different layer modes are the way I would 
usually apply color to a piece. For the Viking 
image, I applied a wash of blue with orange 
to get a basic idea of the color temperature 
(warms and cools). Then I used Hard Light 
in the darkest darks to paint pure red into 
areas. Overlay wouldn’t be able to do this as it 
doesn’t affect pure blacks or whites. Hard Light, 
however, brings the black point up really well. I 
then used a Color Balance adjustment layer to 
grade the image to a tone I wanted (Fig. 10). 














Fig.11 shows the interesting colors achieved 
by using just one Overlay on top of a black and 
white image. A good thing to do after this is 
painting opaque (Normal layer mode) back over 
the top. This gets rid of the obvious wash look. 

sun Tone 

Sometimes when using Overlay and Hard Light 
layers the skin on characters doesn’t look right. 



Studying sub surface scattering will really help 
you to understand how skin works and how it 
can look authentic. In Fig. 13 you will see how 
sphere 1 has only one hue going from light to 
black. Sphere 2 goes through many hues and 
ramps up in saturation before it gets anywhere 
near true black. 

Pose Reflnemeni 




I settled on a slight position and rotation change 



It’s very easy to make skin look dead in an 



I continued to refine and add details specific to (Fig. 14). This increased the impression of him 



image. This is usually because one hue has Vikings such as leather straps, belts, studs and swinging his sword. Every time you change 



been used to paint the form of the character’s armor all sourced from references. At this stage something in a piece, question whether it dilutes 



skin. Skin contains so many hues and saturation of an image I always try to stop and take a step or enhances the image. 



levels it takes more to make it look believable. 
It’s something that needs a lot of practice, but 
it is key to making character illustrations look 
strong. So I re-graded my image, focusing only 
on the skin. I had the previous version’s color 
palette to go back to later. Once I felt the skin 
looked natural color-wise, I copied them back 
into the blue, grim lighting version (Fig. 12). 



back. I try to re-analyze the poses and make 
sure everything is as good as it can be. With this 
image I moved the peasant’s hand and head 
around, but decided not to change anything. The 
Viking’s head, however, was bothering me. So I 
lasso selected his head/helmet and used Copy/ 
Merge and Paste to create a flattened selection I 
could move around. After trying multiple options. 



Particles and Hnishing EUects 

I knew from the start that I wanted this image 
to have a lot of depth and visual effects. As the 
weather in the image seemed very dull and grim, 
I thought I’d try making the rain from one of the 
previous attempts work. Rain has a great mood 
and adds a lot in terms of reflections, specular 




highlights, particles and things like water splash. 
For the rain, I created a custom brush using the 
standard Hard Round which I flattened in the 
Roundness setting as much as possible. I then 
just played with scattering values until I thought 
it read like rain. I also used other particle custom 
brushes to add miscellaneous texture effects 
like grit and mud into the image. Applying a 
small amount of Motion Blur to these elements 
adds a lot of depth (Fig. 15). At the end I created 
a vignette to the image and blurred the edges 
whilst sharpening my focal points (Fig. 16). 












jonHcCoy 

For more information please visit: 
http://www.jonmccoyart.com/ 

Or contact him at: 

jonmccoydesigns@googlemail.com 




Almost every artist gets to a point when they decide that they want to start a new and unique 




p roject tha t they have total creative control of. When you get to this point it can be hard to 
decide what exactly it is that you would like to do. How do you come up with ideas? And 
how do you develop them and make them interesting? In this series David Smit, with the 
help of Nadia Karroue, will be showing us how to create an idea and turn it into a unique and 
interesting project. This series will be concentrating on David’s visually stunning self-made 
world called the Hippie-Pippie-Pocalypse and will have something for everyone, from idea 
generation techniques to design and painting advice. 









DesigningiYOMLOwniWorldK 





Remember the peace movement from the 60s? 
What if it had been successful? What if mankind 
had decided that instead of devoting all of its 
time to making profits it would focus on science/^ 
and space exploration instead? What kind of 
world would we be living in right now? If these 
questions tickle you, keep on fading! If not, 
well I’m sure there are some ores somewhere 
close by... 



If you are still here, I am honored 
to poison your mind with hippie 
slowly plant very subtle ideas in your head 
is the first article, to that end, in a series 
over six months, about the development of this 
space hippie project. This first article covers the 
early process and from then on I will cover more 
specific designs issues like the hippies, the 
space-vans, the illustrations, the story and the 
future of this project. 



In this article I will talk about what inspired me 
in the first place to start drawing these space 
hippies. How that led to the decision that I 
needed to give birth to a new sub-genre. (I 
really think we’ve reached the limit of reusing 
ores, wizards and girls in skimpy armor.) How I 
then went about creating the world of the space 
hippies (and all of the horrible failures that came 
with it!) How I then got stuck in a rut because 
I had this cool world, but nothing happened in 
it. How with the help of a co-creator I managed 
to get out of it. And how all of that eventually 
started to spawn this neat little project called 
the Hippie-Pippie-Pocalypse! So basically I’m 
bearing my bones for all to see. But please, 
don’t rearrange my bones while they’re bare - I 
hate it when that happens. 



So let’s get started at the start. How did it start? 



Chapter i - ideas, Sketchh^ 
and die Hippies 

Software Used: Photoshop 
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ChapterJ: Ideas, Sketching and the Hippies 





But even with this overwhelming inspiration, 
all of my ideas were just random incoherent 
concepts, and most of them weren’t even art 
related! (A non-monetary system, science, 
education, cookies, personal development, 
expression etc.) They were random 
unconnected elements and connecting all those 
things with a singular red thread might have 
been the most difficult part. Strangely enough 
the red thread was there, right in front of me 
the whole time. In hindsight the only possible 
conclusion for why it took me so long is that 
I’m seriously slow-minded. During the time 
I spent thinking about these subjects, I had 
been drawing random characters based on 
these amazing people I met during my travels. 
These shiny happy people all had something in 
common: they were hippies! (Although I wonder 
how they would react if I called them that to 
their faces...) I have no clear idea how I finally 
came to the concept of hippies in the future, 
only that I was in the shower and suddenly ran 
out and hugged my fully clothed, scared looking 
girlfriend and exclaimed that I had an idea for 
my own project! 



A Peaceful Galaxy 

Just like a lot of, if not all, people. I’ve always 
wanted to create a project of my own. 
Something to pour all of my views and ideas 
into. Something to satisfy my appetite to create, 
not just on an artistic level, but also on a 
personal one. 



“But even wttii mis 
overwhefnilng insphaflon, an 
of my Ideas were just random 
tticoherem concepts” 



The ideas of a fundamentally positive world 
and a lot of other random thoughts associated 
with space travel, robots and whatnot hijacked 
my mind a few years ago. They were fueled 
by experiences like traveling around the world, 
living in a hippie camp for three months, cruising 
in a van through the mountains of New Zealand, 
meeting my amazing girlfriend, visiting festivals 
etc. In other words, experiencing the good life. 
(Did you know there is actually a world outside 
of the internet?) I can tell you, that funky “real- 
world” stuff will inspire you! 
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ChapterJ: Ideas, Sketching and the Hippies 





So yeah, hippie was the common ground, the 
underlaying connection that I sought. But now 
that I had found my beautiful shiny red thread, 

I faced a new challenge! What will be the epic 
conflict these hippies have to deal with? Aliens? 
Ores with blue glowing swords? Evil regime? 
Mega corporations? War? I felt all of these kinds 
of themes would only weaken the concept of a 
peaceful world. 

Meanwhile my girlfriend Nadia introduced me to 
her favorite TV show Firefly (you should have 
seen her face when I told her I hadn’t seen 
it yet). She’s the type of person that loves to 
analyze movies, comics - basically all forms of 
media. She de-constructs them to the point that 



I completely lose track and stare at her with a 
blank expression in my eyes. During one of her 
rants she made me realize what made that show 
so great. The epic story happens somewhere in 
the background. Mostly the show is about the 
characters. Sure there are some “Bad Guys” 



here and there, but much of the conflict that 
made the show such a pleasure to watch lay in 
the human interaction! 

So what if you left out that Good vs. Evil epic 
stuff altogether? Non-epicness and a focus on 
personal relationships would serve the hippie 
concept way better. So there it was: a peaceful 
galaxy, no fear, no war, just a bunch of people 
dealing with each other and themselves. It made 
sense! And trust me; I very rarely make any 
sense, so when I feel that I do, I hold on to it. 
Like a starving rabbit to a carrot! 

ANewSuNenre 

When I first decided that I was actually going to 
do something with the thoughts and concepts 
floating around in my head I knew that one of 
the things I really wanted to avoid was creating 
something within a popular sub-genre like 
fantasy or steampunk because let’s face it: 
these genres are getting kind of stale. They’re 
cool, absolutely, but there are only so many 
times you can revive a dying rabbit. (I have 
no idea why I keep going back to rabbits and 
random sayings.) I’d rather create a new 
sub-genre altogether! So after figuring all of 
that stuff out, I still had no real idea what I was 
doing. What I did know however is that I had 



“One oi the tidi^ I really 
wanted lo avoid was lo 
create somellili^wllliln 
apopnlarsnb-genrellke 
lantasy or sleampnnk” 
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ChapterJ: Ideas, Sketching and the Hippies 



DesmningiYourj)wniWorld 




a scandalous amount of fun trying to figure 
out how the universe of the hippies worked. I 
wasn’t even close to ready to start working on 
anything more specific, so I guess this part just 
happened. 

“Yon Sketch and search and 
yon mostly And dIrecOons 
yon do not want to go in” 

I have to warn you though, even though I felt 
like I’d found a direction to go into, this part 
of the process was filled with failed sketches. 
Sometimes that can be pretty discouraging, but 
as far as I know there really isn’t another way 
to do it. You sketch and search and mostly find 
directions you do not want to go in. But every 
so often you come up with a sketch that makes 
you think “yeah, this is cool, I want more of this!” 
Usually these are sketches from other people... 

I was still very much undecided about the 
sketches I’d made. But at least it was pretty 
easy to decide what the general idea of this new 
sub-genre should be. 

Systemadc Approacn 

I started gathering all my vague ideas together, 
organizing them and creating an overview, on 
a basic level, of the newly created universe. It 
was a systematic approach, I wasn’t thinking of 
any characters or story. I was more concerned 
with issues like how does a society like this 
function? I wrote down a bunch of questions 
and started to answer them. 

For example, how does the education 
system work? I’ve been interested 
in Howard Gardner’s Theory of 
' Multiple Intelligences for quite 
some time. It seems that our 
current idea of learning is 
only successful for a small 
percentage of people. 
There are a number of 
cognitive abilities and 
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ChapterJ: Ideas, Sketching and the Hippies 




in our current school system we only focus on 
one of those abilities. This leaves kids that don’t 
fit into this tiny, outdated system to grow up 
thinking they are dumb and stressed out trying 
to perform in the “correct way”. This is a waste 
of talent and in my perfect utopia, people would 
know, understand and develop their actual 
talent. 

“This was when I realized 
lbatlneededa«Kreator 
with diflereid virtues to 
maKeuplorniyvIces” 

Some of the other questions that kept me off 
the streets for a while are: if there is no money, 
how do people trade? Do they trade at all? What 
if there was no need for trade? What about 
energy? Do people still live in family units as 
they do now? If there’s no need for violence and 
greed because basic needs are provided by 
technology, what do people desire then? 

The list went on and on. I even went as far as 
designing how a non-monetary system would 
work in a culture that lived next to cultures with 
a monetary system. Useless really, but loads 
of fun to think about. And in the end, I think it 
helped me greatly understand the world I was 
creating. 



It felt very useful (and fun!) to design this 
space hippie world, question by question. But 
there was one problem. It was a pretty cool, 
fundamentally positive, space hippie world, but 
without context, it was a dead space hippie 
world. And an utopia that’s dead might actually 
not be that utopian. So, I needed to change my 
process to get to the next step. 

Adiusdi^voiir Process 

This is where I really got stuck. I just kept on 
making more paintings and sketches for this 




really exciting setting, but it lacked a goal. I 
had ideas about making a book with art and 
explanations for the setting in it. I hoped it would 
be an easy way to tie everything I had made so 
far together. It did not. 

I guess Nadia saw me struggling, because 
she started casual brainstorms about possible 
stories that could happen in that setting. What 
seemed incredibly difficult and frustrating before 
was suddenly way less difficult and frustrating! 
We’d both sit behind my computer (or in a 
bar) making up funny stuff that could happen, 
and she would frantically type the whole 
thing up. Suddenly we had a whole bunch or 
characters, situations and little scenes. These 
stories weren’t final, more like random pieces 
of conversation or situations, but I felt I had 
something more specific to work with. 

I think this was when I realized that I needed a 
co-creator with different virtues to make up for 
my vices. Nadia had been occasionally helping 
me out since the beginning, so she already 
knew almost everything that was going on. She 
also had some very interesting things to add to 
it, things I would never think of myself. She had 
theories about how to casually switch gender 
roles and cliches about sexual orientations in 
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DesmningiYouliOwniWorld 




Chapter 1 : Ideas, Sketching and the Hippies 




stories, something that fitted the hippie culture 
perfectly. I will go over those things in future 
articles when I start talking about more specific 
design choices but for now you’ll just have to 
believe me! But anyway, it was clear we needed 
to join forces. So we did. Obviously. 

Basically my zoomed out way of thinking worked 
very well for me when I first started out. I felt 
very comfortable creating the setting and the 
fundamental principles of the world. But I did 
not know how to let the world design be and 
start thinking about the smaller things. The more 
specific design decisions. Things like, why does 
this vehicle look this way? Who lives in it? What 
is it used for? Why is this character wearing 
this outfit? What does he or she do for fun? 
Nadia’s ideas for characters, stories and scenes 
seemed to bring an end to that problem. Well it 
wasn’t solved instantly, but we were going in the 
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right direction. At a certain point we decided we 
needed a very specific goal to design things for. 
We needed a story. 

A Comic Wifldn a Suit-genre? 

A sub-genre is great, but if there’s nothing to 
show off that sub-genre it’s still nothing. So 
finally I gave into the thought that we needed 
a specific project within this sub-genre, to 
solidify the whole thing. Nadia had been trying 
to convince me that we should do a comic. 

Her reasoning was pretty simple. Since we 
don’t have the budget to make a movie or a 
video game (although I tried! But not being 
a programmer brings it’s problems when 
programming a video game), we decided to 
do a comic. Just a bunch of characters. Put 
them in a van in space and let them hash their 
problems out. The designs from the previous 
stage could now easily be adjusted and fitted to 
the context. Stuff started to fall into place really 
quickly at this stage. (It was slightly uncanny 
how many things fell perfectly into place.) This is 
when things got euphoric. This is when it started 
feeling real! 

Having decided all that, we quickly reached 
the conclusion that it had be a road trip story. 

A space odyssey if you will. It was a perfect 
excuse to make all kinds of different designs for 
different planets, animals, interactions, space- 
crafts, people etc. Everything was possible, but 
now with a clear direction. 

There is much more to tell about this project and 
a lot more sketches, drawing and illustrations, 
but this is it for now. Stay tuned because 
next month’s article will be dedicated to the 
characters, their anatomy design and fashion 
etc. 



David $mtt and Nadia 
Kairoue 



For more information please visit 



http://www.davidsmit.com/ 

http://vg-heart.blogspot.com/ 



Or contact them at: 



david@davidsmit.com 

nadia@vg-heart.com 
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Ompter 04: ughth^ 

Software Used: Photoshop 

Reflningflie features 

Once most of the concept sketch was covered 
with photographs I started to work on the 
form and shape of each mountain individually 
(Fig.01). First of all I added seven different 
photographs that resembled my concept. I 
wasn’t too concerned about their exact shape 
because I knew I would paint on top of them or 
add more photos at a later stage. 

Here I have added more photos to make the 
main mountain (which will also include the 
waterfall later) look more like I had intended 
it to (Fig.02). I picked a mountain with a little 
opening at the bottom of it because it looked like 
it would be a nice setting for a waterfall. It turned 
out later on that it was not necessary because it 
got covered with the splashing water at the base 
of the waterfall, but it is always good to think 
about the painting as a real construction with 
different layers of believability. For example, if 
you were making this for a film and the director 
decided he wanted to turn the waterfall off you 
would need some believable features in place. 

Then I worked on the image, starting from 
the farthest layers (Fig. 03). At this point I was 
concentrating on giving the mountains a nice 
defined form. The most important thing to me 
was the area facing the sun, because the viewer 
tends to focus there. Because of this I didn’t 



want these parts of the mountain range to look 
flat and uninteresting. Also it was important 
to paint or find photos that were very different 
to each other, particularly in reference to the 



color value and shape of rocks and trees. I find 
that it is important to have a lot of contrasting 
features as it adds interest and keeps your eyes 
entertained. 

Background features 

Here is a little breakdown of the mountains in 
the background (Fig. 04). I used four different 
photos to achieve the desired appearance. I 
color corrected all four of the photos and painted 
in the mask channel of each layer to blend them 
together nicely. I work with two monitors and 
I am always looking for appropriate photos on 
the second monitor. When I find one I bring it 
into the painting and check to see if it is useful 
or not. 
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Matte Painting 



Thewaterfau 




For the waterfall I was fortunate to find one that 
matched perfectly (Fig.05). It rarely happens 
that I will find an ideal image that requires very 
little work. In this case I just had to color correct 
it with Curves to add a warmer tone to the 
highlights and Multiply it with a dark blue color 
to shade the bottom and top parts. I shaded the 
top part of the image specifically to break up the 
otherwise long and boring shape of the waterfall. 

Here is the final result after adding the waterfall 
to the painting (Fig. 06). I changed the mountain 
on the right-hand side, because even though I 
had part of it covered I was not satisfied with the 
overall shape of it. I also changed the look of the 
mountain that the waterfall fell from. I gave most 
of my attention to that part because it is the 
focal area of the image and I wanted it too look 
more interesting. I also wanted to have decent 
looking faces on that mountain as they would be 
reflecting some sunlight. 

I decided to change the shape of the mountain 
behind the waterfall (Fig.07). There was no 
continuity between these two mountains and 
by changing the look of the front area I created 
more space for the nice highlights. By placing 
clouds in between the mountains I could 
separate them and add more depth and height 
to the composition. I didn’t add any further 
clouds in the foreground because I wanted it 



to appear as if they were only above a certain 
height and therefore out of sight of the viewer. I 
often turn the concept on and off to make sure 
that I retain the original simplicity and beauty 
that was in the concept. When adding images 



things can get a little chaotic so it is definitely 
important to keep your concept nearby. 

As I progress with a painting and hopefully 
add to it, the elements that don’t work well 
















start to show up. For example, in this image 
the features on the right in the foreground 
showed up as looking strange because the 
background was looking quite good and clean. 
By looking at your image carefully you can spot 
the imperfections. I often see my painting as a 
living hydra with many heads; as I cut one of the 
heads off another one grows up and needs to be 
taken care of. I suggest saving merged versions 
on top of your layers and switching them on and 
off once in a while to see the progress that the 
image has made and if any areas are showing 
up as not looking good. I have heard that 
traditional artists that use oils sometimes take 
photographs of their work and the scene they 
are painting to compare the two alongside each 
other. Luckily, as digital artists we have easy 
ways around having to do that. 

Here I got a little confused about where this 
painting is going (Fig. 08). I was not happy with 
the overall flow of the piece. It looked too flat 
and there was no path for the eye to follow. 

Even though I had concept art to work from I 
was finding it hard to make the image look real 
and pretty. Often when I find myself doubting 
the quality of an image I paint on top of my 
painting and try to change it to my taste. For this 
image I painted a little island in the background 
to add more layers of depth. I also tried to 
introduce another island in the right foreground, 
but that idea made the composition look a little 
complicated. 



I then added the small island in the background, 
boats and many palm trees (Fig. 09). The 
purpose of adding boats was to break up 
the coastline as I found it really boring and 
too straight. It also made the image more 
interesting. The trees added more interest at 
the edges and as well as more depth. Also, as 
a final step, I color corrected the entire painting. 

I graded as well to make it brighter towards 
the top and right-hand side. I also upped the 
contrast. I had to take particular care with the 
light wrap to make sure the painting didn’t look 
like a photo collage. 



If you closely compare all of the pictures you 
will see that I have been transforming every 
mountain bit by bit over the course of painting 

(R9.10). 



PlofrekSwlgul 

For more information please visit: 
http://www.swigut.com/ 

Or contact him at: 
pswigut@gmail.com 




vwvw.2dartislmag.oom 



page 77 



Issue 069 September 201 1 















You can tell a lot about a person by their face. You can tell their state of mind, you can tell where they are from, you can even 
make a guess about their character. For this reason being able to portray the features of a face correctly when doing character 
concepts is vital. In this series of tutorials out artists will be looking at how you would tackle designing characters with very 
specific features, but they will not just be talking about it in the context of one character. They will be showing us how to paint 
certain features that can be applied to different character types such as gaunt, obese, bruised etc. If you are into creating 
character concepts and want to add story to the face of your design this is the series for you. 
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OiapteroS'EideiiyHan 

Software used: Photoshop 

mrodncOon 

I chose the subject of an old person for this 
tutorial as, in many ways, they have the most 
interesting faces. Their faces often show the 
history of their lives and are full of character 
compared to a younger person. When you 
look at older people there are certain aspects 
that help define their age, most notably the 
increased number of wrinkles and the loss of the 
skin’s elasticity, which is particularly noticeable 
around the eyes. Other obvious signs are also 
a thinning and graying of the hair. Of course, 
every individual is different with some appearing 
more gaunt as they age and developing more 
pronounced bone structure whilst others may 
perhaps have more folds across their face and 
less in the way of finer wrinkles. 

One thing that is often noticeable is that older 
people seem to have bigger ears. This is due 
to the fact that these never completely stop 
growing and is why ear lobes appear larger in 
the older generation. Ageing is caused both by 
a natural degenerative process and external 
factors such as exposure to the sun or smoking. 
However for the purposes of this tutorial we will 
assume our character has aged naturally and 
not been affected too much by sun damage. 

Blotkli^ln 

I often like to paint my characters on a different 
layer to the background as this gives me the 
opportunity to experiment with the color scheme 
throughout the process without affecting the 
main subject. The first step is to establish the 
rough composition and block in the shape of the 
character. I created a background layer using a 
neutral gray and then blocked in the portrait on 
a new layer above this. 

Fig.01 shows the first stage, which was done 
digitally in Photoshop. The tonal range can 
be seen in the upper-left corner, showing the 




darkest through to the lightest values with 



the mid value being used to block in the main 
shape. I decided initially that the light source 
should come from the right-hand side and so 
focused the highlights accordingly. 

I used a textured Chalk brush during this 
stage and in fact throughout the entire painting 
process - this can be seen in Fig. 02. I always 
make sure that the opacity is set to Pen 
Pressure as it affords the most control when 
using a graphics tablet. 

Using the same brush I continued to build up the 
face. At this stage I was unsure about exactly 
where the main wrinkles would lie and so added 
some random highlights and shadows across 
the face in order to experiment a little and get a 
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better idea about what he would look like. I also 
started to create the volume of the hair (Fig.03). 

I continued to build the detail into the face using 
the same Chalk brush as well as adding in the 
clothing (Fig. 04). The thing to remember with 
any portrait - especially with an older person 
who has more wrinkles and variety across the 
skin - is that you should never lose sight of the 
overall volume and light source. You can see in 
this image that the main shadows are under the 
chin and nose as well as the eye sockets, cheek 
bones and below the bottom lip. In contrast the 
highlights are placed on those planes that are 
nearest such as the right side of the forehead, 
cheek and nose. If you establish these volumes 
early on you can then use them as a tonal guide 
when adding in detail later on. 
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Adding Color 

The portrait at this stage was well underway 
despite being a little crude and so it felt like a 
good time to introduce some color. Sometimes I 
use color from the start and at other times I work 
in black and white as I did here and then add 
the color on a separate layer. In this instance 
I created a new layer set to Overlay and then 
painted in a general skin tone (Fig. 05). You 
can see the color set to Normal blending mode 
on the left and the resultant effect when set to 
Overlay on the right. 

The advantage of using this technique is that 
you can quickly and easily experiment with 
the color scheme independently. Because 
the blending mode is set to Overlay it means 




that the color maintains the tonal range of the 
underlying layer and therefore enables you to 
change the color palette with ease. Usually once 
I am happy with how everything looks I flatten 
the layers, but during this early phase it can 
prove quite useful. 

After trying some variations by way of Image 
> Adjustments > Color Balance I decided to 
experiment by duplicating the grayscale layer 
and tinting it towards a warmer hue to see the 
effect. This seemed to add more life to the skin 
tones which I preferred and so I left this layer 
intact. The initial layer with the color overlay can 
be seen in the upper two images in Fig.06 and 
can be compared to the tinted layer below. 

I was quite happy with the color scheme at this 
stage and so started to refine the details. For 



the purposes of this tutorial I kept these on a 
separate layer set to Normal blending mode. 
Fig.07 shows the layer at the top of the palette 
(called “refinements”) and the resultant effect in 
the right-hand image. 

These refinements blend the various parts of the 
face and smooth out the tonal range as well as 
add some definition. 

Fig.08 shows a further stage where I have 
added in some more color variation to the skin 
and painted in some cooler values around the 
chin to suggest stubble. I have also accentuated 
some of the highlights around the nose, cheek 
and forehead. 

At this point I thought that the head was looking 
a little elongated and gaunt so I decided to use 



www2dai1istrriag.com 



page 80 



Issue 069 September 201 1 
















the Warp tool to change the proportions. First of 
all I flattened every layer except the background 
and then went to Edit > Transform > Warp 

(Fig.09). 

I compressed the head slightly and then copied 
and pasted the eyes onto a new layer and made 
them slightly larger using Edit > Transform > 
Scale. I then used a soft edged eraser to blend 
them in with the head and then flattened the two 
layers (Fig. 10). 

With the shape of the head looking a little less 
gaunt now and the skin tones at a reasonable 
stage it was time to work on the hair a little 
more. When it comes to painting hair I find that 
the best way is to use a very small brush (1-3 
pixels wide) and simply paint in the individual 
hairs using repeated strokes. 

I decided to add a new layer for the hair detail 
as well as the stubble in order that it could be 
changed or edited with the eraser. Fig. 11 shows 
this layer at the top of the layers palette. 

final St^ 

The portrait at this point was reaching the final 
stages but as the subject orientated around 
age I thought it would be interesting to give it a 
quality similar to an old photograph by way of a 
vignette and some weathering around the edges 
(Fig.12). I used a textured brush to create a 
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border using a pale brown which I then made 
semi transparent by turning the opacity down to 
around 60%. You can see what this layer looks 
like on a white background (1). I then added 
a vignette layer (2) which was set to Screen 
blending mode at around 50% opacity. When 
the two layers are combined they look similar to 
the main image on the left. 



original layer (shown in black in the small mask 
thumbnail) whilst the white area shows the 
levels adjustment. 

You can paint into the mask using black and 
white and therefore alter it at any point without 
affecting the original layer below. This enables 
a non-destructive form of editing which is very 
flexible. 



Here is a current version of the portrait with the 
border, vignette and both the adjustment layers 

(Fig.16). 

The image was almost complete, but the color 
still seemed a little subdued and so as opposed 
to creating extra adjustment layers I opted to 
use a gradient on a separate layer to add a 
color wash. 



I wanted to increase the contrast between the 
light and dark areas across the face and liked 
the notion of the left side of the head almost 
blending into the background. The fact that part 
of the face could be shown to disappear into 
shadow seemed to suggest a transient state, 
which suited the subject. To do this I went 
to Layer > New Adjustment Layer > Levels 
(Fig.13). I altered the Output Levels by moving 
the white slider towards the centre (red arrow), 
thus darkening the entire character. 

Adjustment layers automatically incorporate 
a mask which appears as a thumbnail in the 
layers palette (outlined in red in Fig. 14). The 
mask is initially filled with white and shows the 
adjustment layer, but by painting with black 
in the actual mask you are able to reveal the 
layer below - in this case the lighter version. 
The left image shows the mask from within 
the channels palette (red area) and the final 
effect on the right. The red area reveals the 
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I added one further adjustment layer, which 
was Color Balance. Fig. 15 shows the settings 
that were used and the how they appeared in 
the layers palette on the right-hand side. I used 
this layer to add a warmer tint to the overall 
picture by increasing the red and yellow values. 




To increase the light intensity I used a 
pale orange and dragged a Foreground To 
Transparent gradient from the right side of the 
head across to the far left (red arrow - upper 
image - Fig.17). I then set the blending mode to 
Overlay at 47% opacity. 
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To darken the shadows I followed the same 




technique but this time chose dark red and 
dragged the same gradient from the left side of 
the head to roughly the middle of the right eye 
(red arrow - lower image - Fig. 17). I then set the 
blending mode to Multiply at 70% opacity. Using 
an eraser, I then deleted parts of both gradients 
to focus the washes more accurately. 

You will notice that I have also added a 
Color Balance adjustment layer which 
is restricted to the outer edges via the 
black ellipse in the mask. This simply 
adds a warmer tint to the vignette. 

With these final three layers the 
image can be flattened and then 
called complete (Fig. 18). 



MdiardTiiiniiir 

For more information please visit: 
http://www.richardtilburyart.com 
Or contact him at: 
rich@3dtotal.com 
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“VeiY oRen the first sketch 
you do will be the one you 
pick, but Inst as often the 
twenty-second sketch will 
have something that none 
of the others did” 







Making OIThe Trials oi 
DevoOon 

Software Used: Photoshop 



My images start with thumbnails. There are a 
few exceptions here and there where I just wing 
it, but in the main I start with a thumbnail. I do 
pages and pages of thumbnails. Sometimes 
they’re for a specific piece, sometimes they’re 
just playing around. But I have an entire 
sketchbook devoted to tiny little thumbnails. In 
this case I did the thumbnail in pencil. I do most 
of them in pen, but there’s a really comfortable 
feel that you can get from a pencil that I have a 
hard time finding in other mediums (Fig. 01). 

There are a few key things when you’re working 
on thumbnails. Firstly keep it loose. A tight 
thumbnail somewhat removes the purpose 
of doing a thumbnail in my opinion. I believe 
thumbnails should be quick explorations 
of different directions you can take your 
composition. They are a way to play around with 
arrangement and orientation without a lot of time 
being invested. They’re meant to be fun. 

Another key is to do a lot of them, as many as 
you can force yourself to do (and then a few 
more). Very often the first sketch you do will be 
the one you pick, but just as often the twenty- 
second sketch will have something that none of 
the others did. Considering that each thumbnail 




only take you an hour to crank out a couple of 
dozen. Before you spend hours upon hours 
rendering a finished illustration, lay a good 
groundwork by finding a great composition first. 

For this image I sketched out a quick drawing 
and scanned it in (Fig. 02). I don’t often work 
with lines because I have a more painterly 
approach to images. Some people do amazing 
work starting out with lines. I’d just personally 
rather dive in and paint some shapes. In this 
case I was looking to try something new and 
expand my horizons... and it worked pretty well! 
So let that be a lesson to all of us (especially 
me) - don’t get too attached to your methods. 
Explore and try new things. 

After I scanned in my line drawing I set it to 
Multiply on its own layer in Photoshop so I could 
paint underneath it. You’ll note that my marks 
are broad and extremely general (Fig.03). I 
don’t care in the slightest about details, texture. 



considering the overall image. I even go so far 
as to force myself to not zoom in. It might not 
seem like much of a difference, but if you restrict 
yourself from zooming in you’ll find that you 
simply can’t pay attention to details. Give it a 
shot, you might find you like it. 

This stage is about 30 minutes into the piece. 
Already I’ve established the general values, 
colors and lighting. This is the part of the 
painting where I start to feel a bit more confident 
and if I squint really hard I can sort of imagine 
what the end result will look like. That’s my goal 
for every piece I paint. In under an hour I like 
to have a really good idea of what this image 
will turn out like. If I can’t then I’m probably not 
focusing enough on the big picture. 

This is the first pass of painting on top of the 
line work (Fig.04). You can still see some lines 
poking through, but now I’m starting to really 
paint this thing. Where before I was treating 














things very abstractly, here I begin to define the 
structure of what’s going on. Most of this piece 
is rocks and snow, so I can be pretty free with 
the size and shape of things, but I still need 
to keep in mind how light interacts with all of 
the objects. Which brings me to a good point: 
lighting. How I light pieces is one of the most 
enjoyable aspects of paintings for me. There 
are so many varieties in lighting situations that 
can be used on any given piece and all of them 
will give off different moods. Selecting the one 
that gives you an interesting arrangement of 
values as well as conveying the correct mood is 
a challenge in and of itself. I see so many artists 
who seem content with standard overhead 
lighting on every single thing they paint. I 
personally find this incredibly dull. My best 
advice on how to get better at lighting would be 
to study master paintings and movies. Check 
out the work of Albert Bierstadt, Thomas Moran, 
and George Inness and you’ll begin to see how 
to make a painting drip with light. 

Here is where things start to come together 
(Fig.05). The earlier stages are where I, as the 
artist, can see where things are going. This 
stage is where almost anyone can get a good 
idea of how things will turn out. 



As the detail shot shows (Fig.06), my marks are 
still very loose when seen up close. And I’m ok 
with that. Not everything in a painting needs to 
be rendered to death. There’s nothing wrong 
with leaving some obvious marks in your piece, 
so long as it’s not distracting. 

This is also around the time when I become 
more concerned with edges. How your different 



colors come together can radically change 
how forms are read, so don’t disregard edges 
- they can be your best friend or your worst 
enemy. Achieving a nice variety of edges can 
be extremely trying in digital media. I’m hesitant 
to recommend it, but I do use the Smudge tool 
here and there to arrive at my desired effect. 
Use the Smudge tool with caution, because it’s 
a prevalent beginner’s mistake to abuse it to 











The Trials of Devotion 




f'' 



Making Of 







death. It’s better to have a piece with too many 
sharp edges that is bold and confident than one 
with too many soft edges that feels weak and 
hesitant. 



The steps start to look more and more similar 
as I near completion. The changes are less bold 
and the marks smaller (Fig.07). Around this 
time I start to truly detail the piece. I zoom in 



and start to pick out areas to define and render. 
Even though things are looking more solid, as 
the detail shows I’m still leaving things vague in 
areas (Fig. 08). Defining everything too 


















Noah Bradley 

For more information please visit: 
http://www.noahbradley.com/ 
Or contact him at: 
noahbradley@gmail.com 
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VOLUME 5 

With the release of SOTotal’s book, Digital 
Art Masters: Volume 5, we have some 
exclusive chapters for you... 

This is more than just an artwork book. 
Not only does it feature full-colour, full- 
page images, but each artist has given a 
detailed description, in their own words, 
of the creation process behind each piece 
of published artwork. And they’ve done it 
especially for this book! 



This month we feature: 

“NIZARI” 

BY Irvin Rodriguez 




© 2009 3DTotal.com. Published by Elsevier Ltd. All rights reserved. 



The following shots of the “Nizari” book pages are featured here in full-resolution and can be read by zooming in... 
















3DT0TAL BOOKS 

Save Up to 20% 

FOR BUNDLE BUYS 

2 BOOKS - 10% 

3 BOOKS- 15% 

4+ BOOKS - 20% 



© 2009 3DTotal.com. Published by Elsevier Ltd. All rights reserved. 






SDTotal presents the new issue of 3dcreaitive 
magazine: a downioadabie monthiy magazine for 

concept art, digital & matte painting for only £2.75 (approx $3.78 - €2.93) 
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Bnino Jimenez Shi Yao, Pedro G>nti & more! 

Gallery - 1 0 of the best images from around the world! 

Mikael Genadite ^ 

3dcreative interview this wonderful 3d environment artist ii 

"MayGilt" v Q 

Project Overview by Carlos Ortega 



Futuristic Vehicles 

In our new vehicle based tutorial series Dhilip Somesh shows us how a 
simple model in 3D can be textured, painted and lit in Photoshop. 



Modeling Features of the Human Anatomy 

Jose Lazaro, Gavin Goulden, LinoMasdulli &AntoJuridc conclude our 
Human Anatomy tutorial series by showing us how to create skin. 



Vue Environment Creation 

This issue Alex Popescu looks at creating an underwater coral reef in the 
second chapter of our Vue tutorial series . 



f 



visttvvwvu3clcreativemag.com 

to see a foil preview of the latest issue, subscription offorsand 
to purchase back issues. 






3 iJ total, com 

Is a resource website for the CG community; 
amongst our growing number of products for CG 
artists, we produce two monthly downloadable 
PDF magazines - 2DArtist and 3DCreative. 

We are based in the West Midlands, in the UK, 
and our intention with our magazines is to make 
each issue as full of great articles, images, 
interviews and tutorials as possible. If you 
would like more information on SDTotal or our 
magazines, or if you have a question for one our 
team, please use the links below. 

tonfacimionnaOon 

http://www.3dtotal.com 

http://www.3dcreativemag.com 

http://www.2dartistmag.com 

Editor & Content Manager > Simon Morse 

simon@3dtotal.com 

Lead Designer > Chris Perrins 

chrisp@3dtotal.com 

Marketing > Amy Bayliss 

amy@3dtotal.com 

Paihiets 

If you have a CG community website and would 
like to support 3DCreative and/or 2DArtist 
magazine by showing our banners, please 
contact Simon at the email address above 







CGPAD 




CG □ I R ECTO RY.COM 



QiildPlayStudio 









ft Jl a s t e r I n a 


P 


IVI e n t a 1 


ixay 



VEEGRAPH.COM 

comic . eg. post product ion 



vwvw.2dartistmag.oom 



page 95 



Issue 069 September 201 1 





























